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I T MAY BE QUESnONED WHETHER GAUGUIN WAS A ’‘BORN" 
draftsman, but that he was a bom painter there can be no doubt. Yet it took 
his innate gifts an unusually long time to come to the fore, and even then he 
was able to develop them only by dint of mcrcdible persistence and throt^h the 
process of a slow and not always too promising evolution. The sheer will to be an 
aitist is, of course, not sufficient in itself to achieve mastery, for it docs mu replace 
natural qualifications, but the nineteenth century has witnessed several cases in 
which a complete devotion to art— often against considerable odds— was to yield 
astonishing results. Vincent van Gogh was such a case, and so was the douamer 
Rousseau; Gauguin was still another. 

What makes Gauguin’s case so fascinating is the fact that his strange and pow- 
erful personality seems literally to have stood in his way, and that his unending 
struggle, which led to such high accomplishments in art, was also a perpetual strag- 
gle against unfortunate dispositions which accentuated the difficulties of life rather 
than softened them. 

Domineering by instinct, ferociously ambitious and at the same time childishly 
naive, almost brazen in his self-confidence and yet subject to profound discourage- 
ments, shamelessly indulging in self-pity while proclaiming that rite artist’s calling 
set him outside the obligations and rales of modem society, entitling him to privi- 
leges while releasing him from the burden of responsibilities, always ready to 
justify his behavior as the artist’s right to be different, willing to fight for the 
things in which he believed but also capable of compromises, quarrelsome, proud, 
demandii^, ruthless, ungrateful, Gauguin lived a life of bitter trials. However, he 
never seems to have learned from experience, blindly trosting an intuition which 
again and again led him astray, always inclined to give in to illusiona, to confound 
wishful thinking with reality, convinced of being endowed with a special sense 
for the practical. Calculating where it would have been better to trust, confident 
where he should have been suspicious, he threw himself into inextricable predica- 
ments, and, the greater his misery, the more ardently he immersed himself in fan- 
tastic schemes. Such a disposition could only lead to innumerable conflicts and to 
his final, self-chosen isolation. But while he suffered beyond words and desper- 
ately fou^t for survival, while he was qnred few humiliacions and seldom knew 
the comfort of peaceful houn, there was one thing which sustained him and gave 
him the power to withstand the blows that fate dealt him: his conviction of his 
inner calling. 
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The inkling of this inner csUii^ came comparatively late in Gatiguin’s life, 
after he had married and was well advanced in a career as a banker which seemed 
to assure success and wealth. He was twenty-five when he began to draw as a 
pastinie, twenty-eight when he exhibited in 187$ a conventional landscape at the 
official, Salon. At the same time he began to acquire a collection of paintings, and 
here he showed for the first time his independence of taste. For reasons which he 
never bothered to explain, he surrounded himself with works by Manet, Renoir, 
Monet, Pmnrro, Sisley, C^xanne, etc., who were then still the laughingstock of the 
cojpHttcenti and mutt have l<M>kcd singularly out of place in the home of a prom- 
ising stockbroker. It was not much later that he met Camille Pissam) and thus em- 
barked on a road that swiftly led him downhill socially while it rewarded him with 
the deep joys of creative work, (iauguin’s first serious attempts at self-expression 
t<K>k place practically under the supervisum of Pissarro. Although Pissarro never 
sought to instill his concepts into others, anxious rather to help them develop their 
own personalities, (lauguin’s early works clearly show a great indebtedness to his 
first master. 

Pissarnt’s advice to (iauguin must have been quite similar to that which he 
gave a few years later to his eldest son Lucien, whom he told to draw frequently 
and always from nature: ‘it is essential to have known forms in the eye and in the 
hand. It is only by drawing often, drawing everything, drawing incessantly, that 
one fine day you discover to your surprise that you have rendered something in its 
true character." And Pissarro also warned: "Do not be taken in by the facility of 
Iteginncrs; it is often an obstacle later on. So much the better if it is painful for you 
to take even the first step; the more toilsome the work the stroi^r you will cmcige 
from it. I'hosc who have more facility make less progress because they do well 
rij^t away, with ease and without reflection^ they are like the students with good 
menumes. Of course, if one is strict with one's self, facility' in execution can be an 
advantage. I repeat: guard against facility." 

It does not appear as if (iauguin was blessed with that dangerous facility. His 
first sketchbooks reveal him as a rather uninspired draftsman, fairly timid and as 
yet unprepared to accentuate forms, to use shadows powerfully. His early nradels 
were his own children and other members of his household. A portrait of Pissarro 
which he drew in 1880 docs not yet show any personality or particular promise. 
And a double portrait in which, on the same ffiect, Pissarro drew a likeness of 
Gauguin and the latter a likeness of Pissarro, demonstrates graphically die sureneas 
and incisiveness of the older man's pencil strokes as compared with Gauguin’s 
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blurred lines end week modeling. But soon he seems to heve gained e firmer gresp 
on the possibilities of the bleck-end-white medium, end there ere sketchbook pegcs 
which attest to his grappling with the opp<i«itions of light and shadow, of line end 
form. His pastels, done apparently a little later, already show* a great proficiency, 
although they, too, still lack originalirv in execution and color, coming as they did 
after the masterpieces which Manet was then creating w’ith colored chalks. 

In 1880 Gauguin for the first time exhibited some of his paintings with the 
Impressionist group to which he had been introduced by Pissarro. He now regu- 
larly spent his holidays in the country around Pans, working at Pissarro’s side and 
occasionally also in company of the latter’s friend C^nnne. Sbwiy his obsession 
with art became so strong that he was no longer satisfied merely to devote his 
spare time to it. In 1883, at the age of thirty*five, he quit his bank job so as to be a 
painter “every day,’’ hoping to be able to earn a livcIihcKid f<»r himself and his 
large family— he now had five children— with an occupation from which he ex* 
peered rapid fame and wealth. He left Paris and went to Rouen to join Pissarro, 
who wrote to his son: “Gauguin disturbs me very much; he is so deepiv cotnmer- 
cial, at least he gives that impression. I haven’t the heart to point our to him how 
false and unpromising his attitude is. True, his needs are great, his family being 
used to luxury; just the same, his attitude can only hurt him. Not that I think we 
ought not try to sell, but I regard it a waste of time to think only of selling; one 
foigets one’s art and exaggerates one’s value.’’ It did not take Gauguin very long to 
find this out by himself. Fate had no easy successes and rich rew'ards in store for 
him. 

By now Gauguin had become a fuU-flcdgcd— though minor— member of the 
Impressionist group. But since his new friends were srill struggling for recognition, 
in spite of their much greater experience and more developed personalities, it can- 
not be surprising that Gauguin met with even greater difficulties. While his associ- 
ation with die Impressionists proved beneficial to the emergence of his artistic 
potentialities and taught him to use bright colors, he also derived a salutary lesson 
in draftsmanship from it. “To know how to draw does not mean to draw well,” he 
later said. “Let us examine that famous science of draftsmanship-it is a sdence 
which all the pupils of the (idiicial ] Ecole des Beam-Arts own, ... a science that 
all, without excepdoo, have acqiurcd in a few years, like docile dieep led iheir 
slie]dierd. ... A paincer who never knew how to draw but who draws well h 
Renoir. . . . Don’t look for lines fin his work], they don’t exist; through mag^ a 
lovely spot of color, a caicasing li^t speak sufficiently for themseivci.’* 
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Strangely enough, Renoir fuon was to begin searching beyond those lovely 
spots of color, thoeK nutdulations of li^t, and to revert to more linear concepts as 
a means to overreach Impressionism. As to Gauguin, while he admired Renmr’s 
ImpressiDnist style, he was not tempted by it, steeped as he was in Pisaarro’s more 
robust cpncem with solid forms. His evolution, too, was to lead toward an accentu- 
ation of line. But of this he was as yet scarcely conscious. 

The yean which followed Gauguin's fateful decision to abandon finance in 
favor of art were filled with tribulations and disappointments, yet they also stiff- 
ened his determination to be an artist. After a stay in Copenhagen where he half- 
heartedly tried to represent some commercial firms in a vain effort to appease his 
wife and her family, and after an attempt to exhibit hisostill rather tame— works 
was thwarted by the Royal Danish Academy which ordered his show closed 
shortly after it had opened, Gauguin resolved to leave his family in Denmark and 
returned to Paris. He spent the rest of the year 1885 in Brittany, the winter in 
great misery in Paris, participated once more in the exhibition of the Impressionist 
group in 1886 (their last show), bitterly quarreled with Seurat whose theories he 
scorned, and eventually returned to Pont-Aven in Brittany where he made friends 
with a young painter, Oiarles Laval. In the fall he was back in Paris, worked on 
ceramics with Chaplet, and OKt Vincent van Gogh. In April, 1887, Gauguin, 
accompanied by Laval, sailed for Panama and thence for Martinique, driven by a 
ettnstant longing for tropical colors and subjects. 

(iauguin's sojourn in Martinique soon turned into another calamity, despite his 
initial enthusiasm for the luxuriant vegetation and the elegant beaiit^ of the natives. 
Poorly adapted to the climate, the two friends fell seriously ill and Laval even at- 
tem^ed to commit suicide. After a few months they had but one thought: return 
to France, a return which had to be postponed for hek of funds. But before the 
year was over, they were back in Paris. 

In one of his rare letters from Martinique, Gauguin wrote: “What tempts me 
most arc the figures. Every day there is a continuous coming and going of Ne« 
gresses attired in ctdorful rags, their graceful movements infinitely varied. For the 
time being I am merely making sketch after sketch in order to grasp their charac- 
ter, but later 1 shall ask them to poee." However, only very few of diese sketches 
seem to exist, po»bly because the anist left them behind when-ill and discounted 
-he returned to Europe. Those chat have been preserved show no radical depamue 
from his previoas style, for it was not in hb draftsmanship but in his color schemes 
that Gauguin's contact with the tropics brought abo« the greatest change. His 
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palette brightened, contrasts became more accentuated, the pale softness of earlier 
works aiowty disappeared. At the sune time his composition began to reveal a 
sl%ht Japanese influence, and sometimes there appeared in his canvases large areas 
of comparatively uniform color. Yet his paintings, when he exhibited them in 
Pkris, disappointed his few admiitn who had expected more sweeping conquests 
of color and an open break with Impressionismi they found neither in his scenes 
from Maitmique. 

It was only after his arrival from the West Indian island that Gauguin was to 
seardi for a radically new departure, for a more personal expression. He returned 
once mote to Pont>Aven in Brittany. During the summer of 1888, in the company 
of an ardent youngster, Rmile Bernard, Gauguin started a remarkable evolution. 
Bernard, only twenty years old, had already fathered a new style, (loiaoniam, 
which divided a painting into differently colored compartments, analogous to the 
medieval cloisomi technique. This procedure demanded that the painter “trace 
his drawing in closed lines between which he puts varied hues, the juxtaposition of 
which will provide the sensation of the general coloration intended, the drawing 
emphasizii^ the color and color emphasizing the design.'* 

This new concept not only offered means to overcome Impressionism, of 
which Gauguin had grown weary, but it also put a strong accent on linear arrange- 
ments with which Gauguin had barely begun to concern himself. Whatever the 
extent of Bernard’s share in Gauguin’s artistic devdopment may have been, Ber- 
nard’s ideas and Gauguin’s daily contact with him translated themselves in a fever- 
ish activity and in a succession of works m which Gauguin’s “Synthedsro began 
to emerge. Their productive community of work, their constant exchai^e of ideas, 
led them on a road to new discoveries and achievements, toward a style which 
neither could claim as solely his own and which-when other less gifted men fol- 
lowed dieir lead—became known as the style of the Pont-Aven school. 

Henceforth Gauguin was to be preoccupied with what he called “the syntbtris 
of form color derived from the edaservatitm of the dominant element only. 
To a painter-friend he now offered this advice: “Don’t copy nature too much. Art 
is an abstraction; derive this abetraction from nature while dreaming before it. The 
goal was to reduce all forms to their essential outlines, to use pure colors, to avoid 
shadows so far as pooible, and even to renounce modeling to a great extent. Sudi 
concepts evidendy demanded a different kind of drawing from the one Gaugum 
had practiced until then. Careful shadings and subtle degradations had to be aban« 
dotted in ^vor of strong contours. 
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During that lummcr of 1888, Gauguin spent a great deal of time making dnw> 
ings, thoi^h some of his sketchbooks of the period seem richer in ^'doodles” dnn 
in finished products. But even in the slightest notations he shows himself preoccn* 
pied with simplification of forms and strong contrasts of black and white. In his 
paintings, of course, he could and did he^ten the effect of sinuous lines by oppo> 
sitions of color and thus achieved a particulaiiy powerful stylization. 

Yet ir was not in Brittany that Gaugin executed the drawing most representa- 
tive of his new manner. That drawing was made in Arles, daring those fateful last 
months of the year 1 H88 which Gaugum spent with Vincent van Gogh in Pro- 
vence. Whether he wanted to show his friend to what degree he could simplify 
lines, flatten planes, synthetize forms, or whether the picturesque black-and-white 
costumes of Artesian women lent themselves particularly to a representation based 
on simple contrasts of light and dark, the faa remains that Gauguin's drawing of 
an Arlitiitnne expresses all the startling features of his recent evolution. Similar 
preoccupations appear also in the few watercolors Gauguin made in Arles, strong 
color accents-bright reds and greens, strong yellows and blacks— enhancing the 
broadly conceived and powerfully outlined forms. 

After the dramatic incident during which van Gogh temporarily lost his mind, 
and after Ciauguin’s hasty return to Paris, he composed, in the company of Ber- 
nard, a series of lithographs-drawn on anc instead of stone— which may be called 
his first “independent drawings,’’ meant to be considered by themselves, as autono- 
mous works of art, whereas most of his previous drawings had been either studies 
for paintings or exercises to master the graphic medium. Basically, lithograjdts are 
nothir^ but drawings, executed with a special ink on plates or stones from which 
they can be pulled in a limited number of copies. Gauguin’s first lithographs are, 
with' few exceptions, repetitions of subjects he had previously treated in paintings; 
one might almost say that he drew reproductions of his canvases. He varied the 
effects by choosing as nunlek works painted in Brittany as well as in Martinique 
and in Arles. Throughout his life he was to follow a similar procedure, later exe- 
cutii^ woodcuts of Tahitian subjects in Brittany or paintii^ recollections of 
Brecon scenes in the South Seas. 

Gauguin thought enough of his lithographs to exhibit them in the memorable 
show organized in the CaU Volpini daring the Paris World’s Fair of 1889, where 
he and &mard gathered around them some of their foUowets of Pbne-Aven and 
where the new “Synchetist” style for tiw first time manifdted haelf in public. It 
met with little attention, and Gauguin’s lithographs, in paiticttlar, seem to have 
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utNiaed scant interest. It is true that their flat planes, their deep blacks, their siune* 
times clumsy execution, and their unorthodox composmons—again vaguely remi- 
niscent of the Japanese— were features hardly destined to be accepted at a time 
when the Impressiomsts themselves were still not deemed worthy to be represented 
at the World’s Fair. 



PASTORALE MARTINIQUE * ' 889 


Back in Brittany, deeply discouraged by the failure of the exhibition on which 
he had pinned great Indies, Gaugiun resumed his painting and also did some watcr- 
colors; but he does not seem to have drawn very much. Instead, he made sculptures, 
bas-reliefs, painted muiab, decorated furmture, did designs for plates, and explored 
so many different avenues that some of his friends actually thought that “he was 
going to change hk style.” Yet he vras merely hiding his despondoKy behind 
fran ti c r es e a rch in various diiectimis, behind a sometimes febrile activity, whereas 
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•t ocher moments he was so dispirited that he abandoned woric ahogether. “Afanosc 
mechanically,*’ he wrote to Bernard, *i make some studies (if one can call studies 
a few brush strokes determined by the eye). But the soul is not there; sadly it ob- 
serves the gaping hole in front of it.” 

It was in this frame of mind that Gauguin began to dream once more of tropi- 
cal dimes, of a primitive life, of exotic subjects. Forgotten the sad experiences of 
Martinique, illness, and poverty. Whenever his spirits were particularly low, he 
seems to have found solace in enticing images of South Sea paradises where life was 
carefree, people were friendly, women attractive, and pictorial subjects plentiful. 
After various efforts to find a sponsor for a new trip had come to naught, Gauguin 
resolved, late in 1 890, to return to Paris in order to raise the necessary funds by any 
available means. 

During that winter of 1890-91, the artist fell in with a group of Parisian 
wricen and poets who, only a few years before, had launched the still controversial 
movement of literary Symbolism and who now hailed Gauguin as their counter- 
part in the visual arts. After his long isolation in Brittany, where the company of 
a few admirers— such as the painter Meyer de Haan— had not provided sufficient 
stimulus, Gauguin was delighted to find himself acclaimed a “Symbolist** painter. 
He asriduously attended the gatherings of his new friends in various caf6s. There 
he met among others the leaders of the movement, Mallarm^ and Mor^, of whom 
he was to draw portraits; his likeness of Mor^ is particularly fraught with sym- 
bolic elements. In the company of these men Gauguin discussed at great length the 
merits of other painten admired by the poets, such as Puvis de Ohavannes, whose 
influence appean in some of Gauguin’s Tahitian compositions, (^arriire, whom he 
befriended and even feebly imitated fur a short while, but above all Redon, whom 
he saw frequently and whose mysterious an left a deep impression on him (a num- 
ber of his subsequent works show vague souvenirs of Redon’s style, his colors, hk 
panicular brand of imagination). At the same time Gauguin endeavored to sum up 
the main elements of his own style in a large canvas, The Loss of Kfrgtnfry, for 
which he did a drawing that, in its powerful contrasts and sinuous lines, resumes 

the achievements of his ArUsiesssit. 

« 

After an auction sale in February, 1891, where his worla commanded adequate 
prices, and after a banquet in his honor where the Symbolist poets toasted him, 
Gauguin left for Tahiti early in April. 

Gauguin himself has set forth, in his book Noo Noo^ what his first imprcKions 
of Tahiti were; how he vrn soon disappointed with Papeete and decided to live 
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ckMe to nature; how he settled in the wilderness, tibservii^ the natives, slowly 
^ * ** ’*^^ *®*®**' lengu^; how he studied their fascinating lore, penetrating himself 
MToh their superstitions and beliefs; but above ail how he found an ideal compan- 
ion in lovely young Tehura—how he tried to foiget Kurope and to become a 
“savage.” 

Gauguin remembered later: “I began to work; notes and sketches of all kinds, 
But the landscape, with its bright, burning colors dazzled and blinded me. . . . And 
yet it was so simple to paint things as I saw them, to put on my canvas a red and a 
blue. . . . Why did I hesitate to let all that gold and ail the joy of the sun flow 
directly onto my canvas?— Old routines of Europe, timidity of expressiim of tfc- 
generate races!" As he had done at Martinique, Gauguin apparently started to 
draw a great deal before he touched his brushes, in one of his first letters from 
Tahiti he reported: “I have put myself to work with determination. 1 can’t say 
whether it’s worth anything, for it is a good deal and it is nothing. Not yet a 
painting but a host of researches which may prove fruitful; a great many docu- 
ments which will serve me for a long time, I hope— for example in France." 

It seems that many of Gauguin’s sketches, which he made either in small note- 
books or on pieces of paper (later by him assembled in a portfolio: Doeummts— 
TMti, 1891, >892^ >899), were executed during the first months, while his im- 
pressions were still new and before he dared use color. These studies constitute in- 
deed a “documentation’’ of a peculiar kind. They show helter-skelter landscapes 
with lush vegetation, natives in various characteristic attitudes, squatting women, 
mothers nursing their babies, numerous heads of children, images of idols, tracings 
of ornamental designs, animals of all kinds, studies of plants and trees, nudes, de- 
tails of hands and feet, etc. Some are lightly done, jotted down with a few pencil 
strokes, others are worked out carefully, a few have been redrawn with ink, to 
give their lines greater firmness, still others have been touched up with watercolor. 
But whether they are mere shorthand notes or products of careful study, none of 
them shows any preoccupation with a “finished" drawing to be shown or exhibited 
as a work of observation and skill. They all have the personal character of chance 
notations, filed away on small peces of paper for possible later use. For this seems 
exactly to have been their purpose, what Gaugum meant when he wrote that he 
hcqped his researches “may prove fruitful" and that he was accumulating “a great 
many doc u me n t s which will serve me for a long rime." 

The “repenofy" of fi^pires, atritudes, gestures, details, etc., which Gauguin 
thus — dnriiy his first stay in Tahiti, was indeed to serve him for mai^ 
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yean. He Kfemd to it freqoentiy in yean to come, to the extent when it often 
becomea difficoit to date his paintings; none of Gauguin’s canvases can be dated 
simply because a dnwing with similar features is known to have been executed at 
a ^ciHc tintc or place. Drawing and painting may be separated by a long period 
of time, and in some cases the drawing may even have been made after the comple- 
tbm of the picture. As a matter of fact, Gauguin liked to repeat in different compo- 
sitions detaib of his works with which he was fnrticularly pleased. 

It is a strange fact that the man whose adventurous blood had led him to circle 
half of the globe in search of new inspiration, whose adventurous mind had 
prompted him to seek out new stylistic expresaons, diould have been much less 
adventurous in his actual methods of work. Once he had ctmstituted his “reper- 
tory” of Tahitian observations, wcasiotuilly developed into more elaborate and 
larger drawings, he used it with little changes throughout his work. Since he 
was not primarily a draftsman and possibly had only through great efforts achieved 
some gratifying results, he must have considered it “safer” to incorporate into his 
composititms elements he found satisfying (having utilized them successfully be- 
fore) rather than search for something new and different. It is not in his landscapes, 
though, but in his figures that these constant repetitions occur. He was apt to ex- 
ploit a sketch of a figure in a painting, in a sculpture or wood relief, in a watcrcolor, 
a monotype, a woodcut, and later to use it as pan of a composition. Thus Tahi- 
tian women, in a number of favored attitudes, people the works of his last ten to 
twelve years, appearing here in the foreground, there in the background of a can- 
vas, sontetimes repeated without changes, sometimes their posture slightly varied, 
sonKtimes their heads interchanged or their bodies reversed, facmg left instead of 
right. (It was easy to obtain such “reversals.” The artist merely drew his original 
sketch with the paper lying on some soft, possibly moist ochre ground, which left 
a tracing on the back of his sheet. By turning the paper, Gauguin had a per- 
fect reversed copy of his initial study. Subsequently, when he made woodcuts, his 
compositions were of coum automatically reversed in the prinmd proof.) 

Gauguin was “un-adventnrous” in still another way: he usually preferred 
straight front-views, profiles, or back-views for his figures; three-quarter angles 
and firofUs petdus are comparatively rare in his work. The few three-quarter 
views of heads which he deemed satisfactory are repeated possibly noore often 
than any of the other elements of his artistic repertory. Having dins to a certain 
extent simplified his task, Gauguin was able to concentrate more fully on proHems 
of cokw. Toward the end of his life he was to say: “I never knew how to make a 
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real drawii^, how to manipulate an eraser, etc. It always seemed to me that some* 
thin^ was missing: the colors But this was an understatement, for Clauguin did 
make in Tahiti a great many important drawings in black and white, though he 
also frequently worked with colored chalks and water color. However, compara- 
tively few even of his laige drawings are signed, that is, bear the stamp of his 
satisfaction. 

When he returned to France in the summer of 189), once more penniless, ill, 
ditiieartened, and deeply disillusioned, Gauguin brought back not only numerous 
small sketches but also a series of large drawings of uncqualed splendor: Tahitian 
natives in picturesque attitudes, nudes of powerful and simple lines, watercolors 
with vivid accents conveying the glory of blazing vistas, monotypes with subtle 
shadings, and compositions with mysterious idols and dreamlike scenes, akin to 
Redon’s inu^[inary world (not to speak of his most important “booty,” a group of 
canvases in which he had captured the indescribable radiance of the tropics). He 
also brot^ht back a strai^ notebook, its pages tilled with passages copied from an 
ancient book on island lore. These pages were illustrated with odd and barbaric 
images, almost crudely colored, among them scenes from the natives’ love life. This 
notebook was to form the basis for his numuscript, Noa Noa, written in France 
with the assistuice of the Symbolist poet Charles Morice and telUng the moving 
stwy of Gauguin's experiences in I'ahiti. The manuscript of Noa Noa he illus- 
trated even more profusely, not only with watercolors and drawings, but also with 
photographs and woodcuts pasted onto its pages (some of them colored by the 
artist), a true “scrapbook” of Gauguin’s Tahitian adventure. It was first published 
without any of the illustrations, accompanied instead by poems Moricc wrote 
around the painter’s text. 

During that stay in France, part of which Gauguin spent again in Brittany, he 

made a series of woodcuts, all of Tahitian subjects, for which he used the many 
sketches he had accumulated in the South Seas. These woodcuts were for him an 
altogether new departure, for he tried to achieve with this new medium an expres- 
sion he could not obtain with any other. Though they were based on his drawings, 
Gauguin’s woodcuts arc conceived in terms of the wood itselfi not merely linear 
arrangements transposed on a wood block, they derive their specific character from 
the wood the mob with which he executed them. Behind their sometimes will- 

fully rough execution Gauguin hid the most predous refinements of conceptim 
and style. While hb woodcuts in no way resembk hb drawings, they share with 
them the ^iwingHiAing featuies of hb art: a tremendous gift for simpliiMm, a 
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del^t in pUying with fonns<-i>ppoting dark nuuMa to delicately treated areas>t 
European aeniitivenen combined with ‘‘baibaric" aubfecti. 



AUTI TC PAPE (women AT A RIVKE) * 1894 


It is difficult to say whether Gauguin made many drawings during this sojourn 
in France which extended from 1893 to 1895, preoccupied as he was with explor- 
ii^ the possibilities of the woodcut, with writing his memoirs and illustrating them. 
Even in his painted work those years do not represent any specific phase of new or 
^startling achievements. Eventually Europe could hold him no longer. The spell cast 
by Tahiti would not release him from its grip, bitter though some of his experi- 
ences had been there. After he had run through a small inheritance, had been 
wounded in a fight with drunken sailors, had been laid up for weeks, had been 
abandoned by his latest mistress, but— above all— had failed to sell any paintings at 
an exhibition which assembled his most important Tahitian canvases, he resolved to 
organize another auction and to leave once more, this time forever. In July, 1895, 
he arrived q[ain in Papeete. 

Gauguin’s last years in Tahiti and lattr in Atuana on one of the Marquesas 
Isbnds were a hearffireaking succession of illness, ddbts, and despondency, every 
now and then interrupted by phases of active work. Early in 1898 die pressure of 
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uditioii and wornes became too much. He deadcd to lull himself, but htat wished 
to paint a last, large canvas, Whence Do We Come> Whet Are We? Where Are 
We Going?— e kind of artistic testament, vaguely related in concept to Puvis de 
Qiavannes’ murals. Hts suiade attempt having failed, he had no chtucc but to 
resume his life of suffering and creative efforts. He became increasingly «)uaff«l‘ 
some and soon founid himself at odds with the French cohmial admiiustrators, hav* 
ing taken it upon himself to defend the natives against the often obfcctionable 
measures of die French officials. This attitude did not exactly endear him to his 
countiymen, and their resentment further added to his difficulties, unnl he found 
himsdf evmtually convicted for defamation. 



uwr PARAOiSB ^ 1895-1905 


The drawings which Gat^uin made during those last years do not dwinguish 
themselves basically from those of his previous mp. Were it not that some an 
closely related m paintings whidi bear a date, it would be difficult to estdilith even 
a vigue chrcniology. He seems to have drawn less than before, possibly because he 
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now devoted considerable rime to woodcuts (these woodcuts sk done on cooiser 
w<x>d and with cruder tools than those executed in Brittany and thenfote have a 
more primitive aspect.) 

During the last months of his life, Gatlin illustrated another important manu- 
script^ /Ivain et Apris, a strange ho^podge of recoHecrions, bilious oqmmems, 
anecdotesi press clippings, and considerations on art. Unlike tfie illustrations for 
Not Noa, these are all in black and white, either drawn with pen and iidc or exe- 
cuted in numotype. They abound in hatchings and small strokes and only seldom 
show the staitlii^ contrasts of light and dark masses, for which he had now found 
a better suited medium in the woodcut. 

When Gauguin died on May 8, 1903, in Atuana— before he could appeal his 
conviction— few canvases were left in his hut, for these he had periodically shipped 
to Vollard in Paris, who had become his dealer and irregularly aent him meager 
remittances. But there were many drawings, besides wood carvings, etc. Of these 
the gendarmes diligently destroyed all those they considered “bbsccne,” others 
were left to rot, some were sold in bundles at an auaion in Papeete. Most of them 
arc lost forever. Thus have disappeared not only artistic treasures, but also a valu- 
able record of Gauguin's most intimate work. Indeed, he considered his drawings 
personal menuis which were not destined for the public. He did not even wish to 
show them, anxious without doubt to turn to them, as he had done before, as a rep- 
ertory of forms and observations to be used in his canvases. Had he not, riiortly 
before his death, written in Avant et Apris: 

"A critic comes to see my paintings and, somewhat hesitantly, asks for my 
drawings. My drawings! Oh, no! They are my private letters, my secrets.” 

JOHN REWALD 
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ILLUSTRATIONS IN THE TEXT 


PASTORALE MARTINIQUE, 1889 

Uthognph, 8)(* X lOK”. Executed in Piriii. The Muuuni of Modem Art, New York 
(Lillie P. Bliss Collection). 

Aim TE PAPE (WOMFJs; AT A RIVFJl), 1894 

Woodcut, X 14". Fjcecuted in Brittany. The Museum of Modem Art, New Ytwk 
(Lillie P. Bliss Oliection). 

LOST PARADISF., 1895-190) 

Woodcut. Executed in Tahiti or Atuana. The ('ity Art Museum of St. Louis (Gift of 
Vincent Price). 



Except ior minor concessions to the harmony of the layout, the reproduc- 
tions have been arranged chronologically so far as that is possible. 

It should be stressed, however, that many of the dates here assigned to indi- 
vidual works are based on deductions and stylistic considerations rather 
than on known facts, since Gauguin's drawings are practically never dated. 
It is partly for this reason that the comments in the list of plates give ample 
references to paintings, prints, etc., in which similar elements appear. 



LIST OF PLATES 


FRANCE (1880-91) 


I HFAD OF A WOMAN, c. 1884 

Pitttel, 1 1 '/j • X V, Page from a sketch- 
book. Collection Mr. and Mrs. lierbert 
Mayer, New York. Photo John D. SchifT, 
New York. 


2 STUDIES OF A WOMAN'S HFJVD. 
1 884-8$ 

Charcoal, 9* x 11^*. Page from a sketch- 
book. Collection Mr. and Mrs. Herbert 
Mayer, New York. Photo John D. Schiff, 
New York. 


3 PORTRAIT OF THE ARTIST’S SON. 
CLOVIS, c. 1885 

Pastel, 10 ” X 10". Present whereabouts 
unknown. Photo Knocdler & Co., New 
York. 

4 PORTRAIT OF PAUL GAUGUIN 
BY PISSARRO-PORTRAIT OF CA- 
MILLE PISSARRO BY GAUGUIN, c. 
1883 

Pencil, Mus^e du I>ouvre, Paris. 

This double portrait was doubcktsly 
drawn durii^ one of the vacation pe- 
riods which the then bank empk^ree 
Gauguin used to ipend with Pisaarro at 


Pontoise or Osny, it formerljr (lelonged 
to Pissarro. 


$ K)RTRAI r OF CJ^MILLE PISSARRO. 
IK80 

Pencil, 8%' X 7%'. Collection Fru Urban 
Gad, Copenhagen. Photo courteay Dr. 
Ilaavard Rostrup, Copenhagen. 

One of the earliesi known drawings by 
Gauguin, it was formerly in the poaaea- 
sion of the artist’s wife, nie Gad. 

A SFATm BRITTANY WOMAN. 
IH8A(9) 

t.harc« al and pastel, 12 x 19*. The Art 
Institute of Chicago (Gift of Carter H. 
Harrison). 

*11)0 study IS dedicated ti« Charles LavaL 
The fact that Gauguin used the formal 
des^natkm "M. Lasal” in kit kiacription 
makes it appear likely that it was given 
to his friend before the two men went 
together to Martinique. 

7 TWO WOMEN FROM MARTI- 
NIQUE. 1887 

Charcoal and pastel. Present whereaboiita 
unknown. Photo Vizaavont, Paris. 

The tame two figures appesr in a paintiiy 
from Martinique. Fnwh Pieken, in the 
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collection of Ir. V. W. ven Gogh, Laren, 
Holland, n^roduced in J. Rcwald: Post- 
lmpre$ikMritm-~from lun Oogh to Qou- 
gmn. New York, 1956, p. 75. 


I HEAD OF A BRETON WOMAN. 

Oiarcoal, ll'/i* x WA*- The Art Insti' 
rate of (^hkaga. Photo H. Benezit, Parix. 


9 HEAD OF A BRETON BOY, c. 1888 

Paitel, 7H* x 7 {4*. Collection Mr. and 
Mix. George N. Richard, New York. 
Photo Wildemtein h Co., New York. 

Thii it apparently the tame boy repre- 
aented on plate 12. 

10 BRETON WOMAN SEFJ^ FROM 
THE BACK, c. 1888 

Paatel, 18* x I IK*. Present whereabouts 
unknown. Photo Dixon k Son, London. 

Study for the central figure of a painting 
of Breton peasant women in the Baye- 
riKhe Staatagemildesammlungen, Mu- 
nich (reproduced in the catalogue of the 
Gauguin exhibition, Kunttmuseuni, Basel, 
November, 1949-January. 1950, No. 17). 
Xlthough this canvas is dated 1886, it is 
generally agreed that it must have been 
painted in 1888. See akw the lithograph 
catalogued in M. Gudrin: L’Omvre grovi 
d« OaMgtMN, Paris, 1927, No. 4. 


tl YOUNG BRETON GIRL KNIT- 
TING, 1889 

Pastel. Present whereabouts unknou-n. 
Photo Viscavona, Paris. 

Study for the pafaidng OM Ttmdhtg 
Piff, Brinmty, dated 1889 (reproduced 
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in Rewald: Qmpm, Paris and New 
York, 1958, p. 86), formerly in the col- 
lection of G. Daniel de Monfr^. 


12 YOUNG BRETON BATHER, 1888 

Pastel. Present whereabouts unknown. 
Photo Vizzavona, Paris. 

Study for a painting, dated 1888, for- 
merly in the collection of W. Weinberg, 
Scarsdale, New York, reproduced in Re- 
wald; Qauguin, p. 71. 


15 WOMAN BATHER IN BRITTANY, 
1887(?) 

Charcoal and pastel, 22 K* x I5K*. The 
Art Institute of Chicago (Gift of Mr. and 
Mrs. Charles B. Goodspeed). 

Study for the painting, dated 1887, re- 
produced in Rewald: Qauguin, p. 70. 
The catalogue of the Gauguin exhibition, 
Kunstmuseuin, Basel, November, 1949- 
January 1950, lists under No. 108 a sketch 
for a fan, representing the same subject 
and dated 1887, which is supposed to 
have been made at Martinique. But this 
does not seem very likely, since the paint- 
ing in which this bather appears clearly 
shows a Breton landscape. It is possible 
that the present drawing was nude in 
Brittany in 1886 and us^ for both the 
painting and the fan early in 1887, before 
Gauguin left for Martinique. See also 
Gu6rin, op. eit.. No. 5. 


14 HF:AD of a BRETON GIRL, 
c. 1889(?) 

Pencil, crayon, aiul wash, 8K” x 7K*. 
Fogg Art Museum, Harvard Univerttty, 
Cambridge, Masnehnsetts (Meta aitd 
Paul J. Sachs Collection). 



15 L'ARLfeSIENNE, IlUiK 

Charcoal, 2V x 19". Otllectiun T. E. 
Hanley, Bradford, Pennsylvania. Phoro 
S. Sunami, New York. 

This drawing was nude during (iau- 
guin’s short stay with Vincent van Gogh 
at Arles as a study for a painting. The 
Night Ciiff, in the Museum of Mculem 
Western Art, Moscow (reproduced in 
Rewald: Post-Impressionixm, p. 251). 
\'incent van Go^, wht» owned this 
drawing, painted several versions of 
I'Aflisieme from it, while in Saint- 
Rimy. 


16 WASHERWOMEN AT ARLES, 1888 

Watercolor on silk. Collection Arthur 
Sachs, Paris. 

There exists a painting of the same sub- 
)ect, reproduced in Rewald: Poit~lmpret- 
sionism, p. 258. 


17 WASHP:R WOMEN AT ARLF5, 1888 

Watercolor on silk. Present whereabouts 
unknown. Photo Vizzavona, Paris. 

See also the lithograph of the same sub- 
ject (Guirin, op. cit.. No. 6). 


18 PEASANT GIRL AT LE POULDU 
(Brinmy), 1889 

Watercolor on silk, 7%" x 4%". Private 
collection. New York. Photo Wilden- 
stein It Co., New York. 

The same figure appears in the painting 
Btmjeur Monrieur Qmguin, dat^ 1689, 
in the Muacum of Prague (reproduced 
in Rewald: GeargiMi, p. 86), 


19 STUDY FOR -THE YELLOW 
CHRLST,” 1IM19 

Pencil. 12^” x 91<i*- Odlectkm Mr. and 
Mrs. William Goetx, \a* Angelea, Cali- 
fornia. 

The painting, one of the most impurtMit 
examples of ciauguin's “Syntherist- style, 
is in the Albright Art dallery, Buffalo, 
New York (reproduced in Rewdd: 
Cievgum, p 80). Sec also plate 20. 


20 THE YFLIOW CHRIST. 1889 

Watercolor, 6" x 5*. Ollectiun Mrs. Gil- 
bert W. Ciiapman, New York. 

See alto plate 19 and the notice for that 
plate. 


21 MIS^'RES HUMAINES {Brituny\, 
r. 1888 

Watercolor. Present whereabouts un- 
known. Photo Vinavona, Paris. 

Sec also the lithograph (Gulrin, op. cir., 
No. 5). The figure of the young girt 
appears also in a painting of the same 
title in the Art Institute of CSiicago 
(reproduced in Rewald: Poit-impret- 
tionim, p. 286), as well as in the pointing 
Vmeytrd ot Arles vfhb Breton VPomen, 
dated 18B8,intheOrdrupgaa|daamIingen, 
Openhagen (reproduce ihU., p. 25)). 
Gauguin reprcamtcd the same figure 
once more in a xvoodcut done in Tahiti 
(see Gudrin, op. eh.. No. 69). 


22 EVE, c. 1889 

Pastel and watercolor, DM” x DM*. 
Marion Koogler McNi^ Ait InetioaKii 
San Antonio, Texas. Photo Vhoavona, 
Park 
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Thk imy well be the work which Gau* 
gain exhibiied at the ^Expotition iinprea- 
aionniate et ayntMtiate,'’ in the CmU VoI- 
pini, Faria, d^ng the ISS9 World’a Fair, 
under the tide far teemtr ti U mtntettr 
(a chUdMi jmlling of “Don't iiaten to 
the Ikir''). Tnc tame figure af^iean ako 
in the background of plan 2S. 


2J STUDIES FOR POTTERY. 1887-89 

CSuurcoai and watercolor, IlVi” x lOK"* 
Knoedler k Co., New York. 

Around 1888, Gauguin worked on var- 
iouB potteriee with the ccramiat Chaplet. 
A vaae corra^ponding to the left end 
center atudiea on thia aheet u reproduced 
oppoeite p. 4 of the catak^pie of the ex- 
hibition “Gauguin, aculptcur et graveur," 
Luxembourg Muaeum, Faria, January- 
February, 1928. 


24 LES FOLIES DR L’| AMOUR), 1890 

Watercolor and gouache, 12^4“ in diam- 
eter. Private collection. New York. Photo 
Juitin K. Thannhauaer, New York. 

Deaign for a plate, executed in Brinany. 
For other deaigna see Rewald: Porr-Aw- 
prttsion$m, p. 300; also Gudrin, op. cH., 
N«^ t. Thh phte is dated in jest 1290. 


2$ NIRVANA-PORTRAIT OF JACOB 
MEYER DE HAAN {Bnttmy),c. 1890 

(iuuache on silk, 8* x I i ■‘h*. Wadsworth 
Atheneum, Hanford, Ctmnecricut. Photo 
Wildcnsrein t Co., Neu’ York. 

For one of the figures in the background, 
sec plate 22$ the other figure appears in 
a painting, H'eanm in H’aun, in thecol- 
lattion of Mr. and Mrs. W. Powell Jones, 
Cleveland, Ohb (reproduced in the cata- 
logue of the Gauguin exlubttion,W9dcn- 
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stein Galleriea, New York, April^ay, 
I956,p. J7,No. 18). 


26 STUDY FOR A PORTRAIT OF 
JACOB MEYER DE HAAN (firitumy), 
c. 1890 

Water color, fMi* x 7H*. Wildenstein & 
Co., New York. 

The slight sketch of a figure at die right 
app^ related to plate 14. Gauguin was 
fascinated with his friend’s ataniing fea- 
tures and later repreaented them in var- 
ious Tahitian paintings. 


27 YOUNG GIRL AND FOX-STUDY 
FOR "LOSS OF VIRGINITY” (Paris), 
1890-91 

Charcoal on yellow paper, 13* x 13*. 
Collection Mr. and Mrs. Leigh B. Block, 
Chicago, Illinois. Photo Wildenstein & 
0»., New York. 

Juliette Huet, who posed for this draw- 
ing, was Gauguin’s mistress in l^rls dur- 
ing the winter 1890-91. The painting 
I.OSS of Virginity, in the collecdon of 
Walter P. Chrysler, Jr., New York (re- 
produced in Rewald: Post-Impressionism, 
p. 466), was an attempt by the artist to 
express in a large canvas hk “Symbolist” 
ideas which had been kindled by his 
recent acquaintance with the leaders of 
literary Symbolism. On this painting, see 
U. Sutton: “La Pme dn Pucelsge by 
Paul Gauguin," Burlington Magazine, 
April, 1949. 

28 PORTRAIT OF STtPHANE MAL- 
LARME, 1891 

Pencil and pen and ink, KT x 7|4*. For- 
merly collection A. Vollard, Purisi pres- 
ent whereaboun unknown. 



Thk is ft study for an etching Owe Goirm. 
op. cH., Nos. 1}->I4) which also features 
the raven— sketched in the upper right- 
inspired by MalhnnO’s translation of 
Edgar Allan Poe’s poem. 

29 HEAD OF A CHILD, c. 1890 

Charcoal. Collection Georges Renand, 
Paris. 

Gauguin painted two likenesses of this 
child (see M. Malingue: Qmgum, Paris, 
1948, pp. 134 and 135). lliis drawing was 
part of a portfolio of studies which the 
artist had labeled Documents Tahitt— 
1891, 1892, 1893, but which apparently 
also contained some sketches dating from 
his Breton period, as is the case for this 
drawing. On this portfolio see the cata- 
logue of the “^position Gauguin— 
Aquarelles, Monotypes, Dessins,” Galerie 
Marcel Guiot, Paris, May 15-June 13, 
1942. 


30 SOYEZ SYMBOLISTE-PORTRAIT 
OF JEAN MORI^AS, 189(M>1 

Brush and pen and ink. Collection 
Georges Renand, Paris. 

Together with plates 27 and 28, this is 
one of the rare mementos of Gauguin's 
“Symbolist” endeavors inspired by his 
association with the Symbolist poets in 
Paris. 


TAHITI (1891-93) 


31 HEAD OF A TAHITIAN CHILD, 
c. 1891 

Pencil and watercolor. Page from a 
tketchbook(?). Present whereabouts un- 
known. 


32 HFAD OF A YOUNG TAHITIAN 
BOY, TETUA. c. 1891 

Pencil and ink, 6h* x 4Vi,'. Collection 
Mr. and Mrs. Alex M. Lewyt, New York. 
Photo John D. SchUf, New York. 


33 HEAD OF A YOUNG TAHITIAN 
BOY. FARk; c. 1891 

Pencil and ink, 6^* s 4*4*. COUeetkm 
Mr. and Mrs. Ales M. Lewyt, New York. 
Photo John D. Schiff, New York. 


34 HEAD OF A YOUNG TAHITIAN 
BOY, TASA, c. 1891 

Pencil and ink, X 414”. C(»Ilection 
Mr. and Mrs. Alex M. Iwwyt, New York. 
Photo John D. Schiff, New York. 

Plates 32-34 may be studies for the paint- 
ing The Repast, dated 1891, given to the 
Musie du L«uvre, Paris, by Andi4 Meyer 
(reproduced in Rewald; Pott-hupret’- 
stotusm, p. 499). These three drawings 
t also (date 45) were nngtnally part of a 
small sketchbook from Gauguin's first 
trip to Tahiti (see Paul Gauguin: Ceonet 
de Tahiti, facsiinile edition with an in- 
troduction by B. Durival, Paris, 1954). 


35 SKETCHES (Tahiti), 1891-93 

Pencil, pen and ink, and watercolor. 
Present whetcabouti unknown. Photo 
Vixxavona, Paris. 


36 SKETCHES (Tahiti), 1891-93 

Charcoal and watercolor, 9H* > 12K* 
Music du Louvre, Paris. Photo Rouducr, 
P»is (courtesy l^ui Brunt A Citar de 
Hauke). 
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!7 TAHITIAN GIRL STRETCHED 

oirr, c. IWJ 

Owrcoal. Erescnt wherealwua unknown. 
Photo Marcel Guiot, Paria. 

Stu4p for the painting Siesta (On the 
Terrace), 1(193, in the collection of Mr. 
and Mra, Ira Haupt, New York (repro- 
duced in Rewald: Pott~lmprestionitm, 
p. 533). The drawmga reproduced on 
platM 37-41 were part of the portfolio 
chncribed in the notice for plate 29. 


3* TAHITIAN WOMAN SQUAT- 
TING, l«91-93(?) 

Monotype. Preaent whereabouts un- 
known. Photo Marcel Guiot, Paris. 

The same figure appears in the painting 
Why Are You Angyyf {No te aha oe 
rM), dated 1(196, in the Art Institute of 
CSticago (reproduced in Rewald: Oau- 
gum, p. 115), as well as in the painting 
The Sitter of Charity, dated 1902, in the 
Marion Koogler McKay Art Institute, 
San Antonio, Texas (reproduced in Ma- 
lingue, op. cit., p, 228). A similar draw- 
ing is also to be found on p. 179 of 
(iauguin's manuscript of Avaut et Apr^s. 
Since all these works date from the ar- 
tikt'x second sojourn in the South Seas, 
this monotype might have been executed 
between 1895 and 1903, were it not for 
the fact that it was part of the p>rtfolio 
dcacribed in tlie notice for plate 29 and 
that the sketchbook from the first trip to 
Tahiti, described in the notice for plate 
34, features opposite p. 98 another study 
for the painting The Sitter of Charity. 
A similar drawii^ belongs to the Mus^ 
du Louvre, and a third one is reproduced 
on p. 24 of the catalogue described in 
the notice for plate 29. AU of dteie be- 
longed to the 1891-93 poctftdio. 
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39 CROUCHING TAHITIAN GIRL, 
1891-93 

Pencil, 7 'A* x 5 Vi*. Collection M. Fran- 
(ais, Paris. Photo Marcel Guiot, Paris. 

Study for the painting The Idol, repro- 
duced on p. 140 of Rewald: Oauguin. 
The same figure in reverse appears in the 
painting Et tor de lews corps, dated 
1901, in the Muste du Louvre (repro- 
duced ibid., p. 145), as well as in the 
woodcut, Guerin, op. cit.. No. 35. See 
also plate 63 and the notice for that plate. 

40 STUDY FOR “WORDS OF THE 
DEVIL” (PARAU NA TE VARUA 
INO). 1891-92 

Pencil, x 8H”> Mus6e du Louvre, 
Paris. Photo Marcel Guiot, Paris. 

In the painting, dated 1892, in the col- 
lection of Governor and Mrs. Averell 
Harriman, New York (reproduced in 
Rewald: Post-Impressionism, p. 513), the 
attitude of the standing nude is some- 
what changed; it corresponds to the 
drawing reproduced on plate 55. 

41 TAHITIANS WATCHING A 
GROUP OF DANCFKS, 1891-93 

Pencil. Present whereabouts unknown. 
Photo Marcel Guiot, Paris. 

Some elements of this drawing appear in 
the painting The Devil Speaks, repro- 
duce in the catalogue of the Gaisin 
exhibition, Wildenstein Galleries, New 
York, April-May, 1946, p. 33, No. 20. 

42 STUDY SHEETS WITH ORNA- 
MENTS AND TAHITIAN SCULP- 
TURE, 1891-93(3) 

Pencil, Hi’ x UR* (together). Collec- 
tion V'ktor Segakn, Paris. 



4J STUDY SHEETS WITH ORNA- 
MENTS, I891-J9}(?) 

Pencil end ink. 754“ x II (together). 
Collection Victor Segelen, Paris. 

Numerous studies of ornaments related 
to plates 42 and 4i appear as illustrations 
in Gauguin’s manuscripts Ancieti Cultc 
Mahorit (facsimile edition with text by 
R. Huyghe, Paris, 1951) and Not Nm 
(facsimile edition, Berlin, n.d. |I924|). 
See also plate 41. 

44 SELF PORTRAITS, 1889^-95 

Pen and ink. Odiectiun of rhe late W. 
Walter, Paris. Photo Mart'cl Guiot, Paris, 

Although this drawing was part of the 
portfolio described in the notice for plate 
29, it may have been executed in Brit- 
tany, since the lower one of the two 
sketches seems related to the painting 
Christ in the Garden of Olivet^ dated 
1889, in the Norton Gallery and School 
of Art, West Palm Beach, Florida (re- 
produced in Rewald; Gauguin, p. 82). 
However, it may also have been done 
much later. 

45 SELF PORTRAIT. 1891-95 

Pencil, 454* x 4'. Collection Walter R. 
Chrysler, Jr., New York. Photo Knoed- 
ler & COn New York. 

Page of the sketchbook described in the 
notice for plate 54. 

44 STUDY SHEET WITH CROUCH- 
ING TAHITIAN GIRL, 1891-92 

C3iarcoaL Present w'hereabouis unknown. 
Photo Viazavona, Puis. 

The central figure is a study for the 
pdmii^ Wham WOl YouManyf (Nafet 


fM ipoipo), dated 1892, in the Oeffent- 
liche Kunstsammlung, Basel (reproduced 
in Rewald: Qaugiun, p. 114). See also 
plate 47. 


47 CROUCHING TAHITIAN GIRL, 
1891-92 

Pencil. charctMl, and pastel, 2 1 %*x I854*> 
The Art Institute of Chicago (Gift of 
Tiffany and Margaret Blake). Photo Wil> 
denstein 4 Gi., New York. 

See the notice for plate 44. On the other 
side of this drau ing is the study reprtv. 
duced on plate 74. 

48 VIRGIN MARY AND CHILD 
CHRIST (lA ORANA MARIA), 
I891(i>) 

Monotype. Present wherealmuts un- 
known. Photo V'izzavona, Parts. 

Sec aKo plates 50 and 51, and the notice 
for plate 51. 

49 lAHITlAN WOMAN WITO TWO 
( MILDRKN, l891-95(>) 

Monotype. Present whereabouta un- 
known. Photo Viizavona, Paris. 

Hie child in the woman's lap has a halo. 
The tM'o oxen in the background appear 
also, in reverse, in a wo^ut aaenbed 
to Gauguin’s second so|Oum in die South 
Seas, although a proof of it was pasted 
by the artist on p. 182 of his manuacripc 
Noa Not (Gudrin, op. eit.. No. 68). 

50 lA ORANA MARIA, 1891(7) 

Monotype. Estate of W. G. R. AUen, 
Boaton, Massachusetts. Photo Museum 
of Fine Ana, Boaton. 

See aim plates 48 and 5 L as well at 
Gufrin, op. ok.. No. 5L 
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fi lA ORANA MARIA. 1891 


OmrhmI, 2}Vi* X I4K*> Gtlicction Miss 
L Lwkcr, N«w York. 

This is a study for->or more likely a 
drawinf tfter-^auguin’s famous paint- 
ing d!f m same title in the Metropolitan 
Mateum, Naur York (reproduced in 
Rewald: PM-Jtuprexthnitm, p. 506). 
Thia drawing is dedicated to Count 
(Antoine) de Ln Rochefoucauld, editor 
of the periodical Lt Cotur, who had pur- 
chased the artist’s canvas The Loss of 
VirgMty (see plate 27). The drawing 
closely reproduces the mm fiigurts of 
the painting, with considerable variations 
in fore- and background. Plates 48 and 
50, being prints, show the Virgin and 
Child in reveise. 


52 TAHITIAN DRINKING FROM A 
WATERFAU., 1891-05 

Monotype, 11* * 654*. Collection Denis 
Rousrt, Paris. 

This monotype was purchased by Henri 
Rouart from the artist in 1895, after 
Gauguin’s return from Tahiti. There b 
a painting of the sante subject in the Sio 
Paulo Museum of Art, also a wood relief 
(cfpfodueed in J. de Rotonchamp; Possl 
Qmgism, Paris, 1925, opposite p. 194), 
as well as a watercolor (see plate 55). 


55 TAHITIAN DRINKING FROM A 
WATERFAU., 1891^95 

Watercolor, 1254* x 8)4*. The Art Insti- 
tute of Chicago' (Gift of Mrs. Emily 
Crane Chadbcmme). 

See also plate 52 and the notice for that 
plate. 


54 JOYOUSNESS (AREAREA), c. 
1892(?) 

Watercolor in form of fan, 22* in diam- 
eter. Collection Mr. and Mrs. Sidney F. 
Brody, Los Angeles, CaUfomia. Photo 
Wildenstein 8t Co., New York. 

A painting of the same subject is repro- 
du^ in Rewald: Gengidn, p. 106. It 
does not aeem improbable that this fan 
was designed after the painting, possibly 
during Gauguin’s sojourn in France, 
1895-95, when he continued to “exploit" 
his Tahitian compositions among which 
this was a particularly noteworthy one. 


55 EVE, 1891-92 

Pastel, lOK* X 14*. Oeffentliche Kunst- 
Mmmlung, Basel. Photo Vizzavona, Paris. 

Study for the painting Words of the 
DevU (Parau na te Varua mo), dated 
1892, in the collection of Governor and 
Mrs. Averell Hardman, New York. See 
also plate 40 as well as plate 106.Asimilar 
drawii^ was pasted by the artist into his 
manuscript Noa Noa, Musfe du Louvre, 
Paris, p. 51. The figures of the nude and 
the devil appear again in a woodcut exe- 
cuted during the artist's second sojourn 
in the South Seas (tee Gudrin, op. otr.. 
No. 57). A pen-and-ink sketch of the 
same subject is in the Art Institute of 
Chicago. 


56 STANDINGTAHITIAN NUDE, 1892 

CSiarcoal, 5614* x 21 K”. Private collec- 
tion, Paris. 

Gauguin had already used a similar figure 
of Eve in a painting executed in 1890 
before hit departure for Tahiri (see 
H. Dorra: The First Evas in Ganguin'a 
Eden," Qaaatta das Baamt-^rtt, March, 
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1953). He w«& to represent the same 
figure repeatedly (see plates S7-(10; also 
p. 69 of the manuscript Not Not snd 
Gu6rin« op. cit.. Nos. 27-29). A. Alex- 
andre: Ptul Qtugum, Parts, 1930, p. 125, 
reproduces another painting, Mtcious 
Etrth (Te nave nave fenut), in the Mu- 
seum of Modem Western Art, Moscow, 
in which this figure aho appears. 


57 STANDING TAHITIAN NUDE, 
c. 1892 

Watercolor. Estate of W. G. R. Allen, 
Boston, Massachusetts. Photo Museum 
of Fine Arcs, Boston. 

See notice for plate 56. 


58 STANDING TAHITIAN NUDE, 
c. 1892 

Watercolor. Mus6e de Grenoble, France. 
Photo Vizaavona, Paris. 

See notice for plate 56. 


59 STANDING TAHITIAN NUDE, 
c. 1892 

Watercolor. National Gallery of An, 
Washington, D.C (Lessing Rosenwald 
Collection). 

This is either a study for— or more prob- 
ably after— Gauguin's woodcut Deluious 
Btrtb (Te nave nave fenm), Guerin, 
op. cit., Noi. 27-29. The artist’s prepara- 
tory studies for woodcuts or monotypes 
are usually reverted in his prints, which 
it not the case here. The inscription in 
“pidgin-Prench,” Pm feouter U U men- 
tem, it the same one Gaugum used for 
an earlier and «piice different rcprcaenta- 
tion of Eve. See notice for plate 22. 


60 STANDINC; TAHITIAN NUI>F„ 
c. 1892 

('Jurcual, 1714* x 1 U 4 *. Present where- 
abouts unknown. 

See notice for plate 56. 


61 TAHITIAN WOMEN. I89i-9J(?) 

Pencil and pen and ink on parchment, 
914* x l2T/,«*. The An Institute of Chi- 
cago (David Adler Collection). 

The two figum seem related to various 
drawings from the portfolio deaeribed 
in the notice for plate 29. The sleeping 
wiMiMn shows great sfanilaritiea with 
No. 26 of that portfolio (reproduced on 
p. 23 of the catalogue of the Galerie 
Marcel Guiot exhibition), llie oma- 
mental design in the upper right appears 
connected with similar studies; see j^tes 
42 snd 43 and the notice for plate 43. 


62 TAHITIAN WOMAN M l fH PIG. 
c. 1893 

Pencil and watercolor. 2h" x OK”* Col- 
lection Mr. and Mrs. Richard Rodgen, 
New York. Photo Knoedler ft Co., New 
York. 

The crouching figure is identical with 
that of the TaMtian woman in the paint- 
ing Alone (Otabi), dated 1893, m die 
Muafe du Louvre. Paris. 


63 STUDIES OF TAHITIAN WOMEN. 
1891-93 

Penandinkand watierc(dor,7K*ti 1034". 
Muafe du Louvre, Paris. 

This is one of the many drawingi, wateft. 
coloiB, and prints that Gauguin pa i r e d 
into the maniacripc JSfoa Not, which he 
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appcnntly prcpwed in France after hb 
return from hb firat trip to TahhL Thb 
b p. 185 of the maniMcript (tee abo the 
facaimik edition), donated to the Louvre 
by Gaugubt’i friend G. Daniel de Mon- 
freid. 1 m aquattbig figure at the right 
appean abo. in a aBghdy different atti- 
nide;''in the painting Tht Idol (repro. 
duced in Rewaid: Qmtpiia, p. 140), in 
the background of the painting Nave 
nave moe, in the Museum of Modem 
Wemem Art, Moscow (reproduced in 
E. Wbae: Paul Qauguin, Lcipiig, 192), 
p. )4), and—in reverte-in the painting 
fir for de Unrt eorpt, dated 1901, in the 
Mmde du Louvre (reproduced in Rewald, 
op. eit., p. 145). See abo Gudrin, op. eh.. 
No. 35, Compare with pbte )9. 


44 THE SACRED MOUNTAIN (THE 

sht: of the tfmple) parari 

TEMARAF.,c. 1892 

Watercolor. Collection Mn. Charles 
Phinney,. Cambridge, Maiaachusetts. 
Photo Carstairs Gallery, New York. 

A painting of the mme sub)cct, dated 
1892, b in the collection of Mr. and Mn. 
R. Meyer de Schauentee, PhUadelphu, 
Penroylvanb (reproduced in the cata> 
logue of the Gauguin eahibitkMi, Wtiden- 
•tdn Galleries, New York, April-Mav, 
1954, p. SO, No. 34). 


45 TAHITIAN lANDSCAPF., 1891-93 

Watercolor, lOH* a 13 H". Collection 
Stavroi S. Nbrehoe, New York. Photo 
Knocdler % Co., New York. 

A practically ktentical watercolot was 
pasted by Gamttbi on & 179 of hb manu- 
script Noa Noa, now In the Louvre. 


44 TAHITIAN HUT UNDER PALM- 
TREES, 1891-93 

Wateretdor, IlM” a i%". Muate du 
Louvre, Paris. 

Thb watercolor was pasted by Gauguin 
on p. 181 of hb manuscript Noa Noa. 
See notice for pbte 43. 


47 PAGE OF A LETTER, 1892 

Present whereabouts unknown. 

The watercolor sketch b a summary re- 
production of Gauguin*s painting The 
Spirit of the Dead Watches {Manao 
Tupapao), dated 1892, in the collection 
of A. Conger Goodyear, New York (re- 
produced in Rewald: Post-Impressionism, 
p. 524). Thb canvas b one of Gauguin's 
most important works of hb first trip to 
Tahiti. The accompanying text of the 
letter gives a short analysb of the mean- 
ing of the composition and the colors, 
repeating expbnations abo given in let- 
ters to G. Daniel de Monfreid and to the 
artist’s wife. 


48 PETITESBABIOLESTAHITIENNES 
(LITTLE TAHITIAN KNICK- 
KNACKS), 1892 

Pencil, charcoal, ink, and watercolor, 
MVi" X 12 K”. Present whereabouts un- 
known. Photo Knoedkr & Co., New 
York. 

The seated figure at the right, seen from 
the back (which b abo sketched in pen- 
cil on the reveise of the drawing) appears 
again in a painting, Tabitiati Wottien on 
the Beach, in the collection of Robert 
l,ehman. New York (reproduced in Rc- 
nuld: PtM-imprassianism, p. 506). For 
nude studies of a woman in the Same 
attirade, tec phtca 111 and 112. 



«9 STUDIES OF a>WS AND HEAD OF 
A DEAD TAHITIAN. 1891-9) 

Watercoktn. Present whercabuuts un- 
known. Photo Marcel Guiot, Paris. 

The head of the dead nun also appears 
in the painting Royal End {4rii rnaia- 
moi), dated 1892, of which Gauguin 
post^ a photograph on p. )9of hh nunu- 
script Noa Noa. These study sheets, as 
well as those reproduced on plates 70-72, 
w'ere part of the portfolio described in 
the notice for plate 29. 

70 STUDY SHEETS WITH ANIMALS 
AND NATIVES, 1891-9) 

Pencil and watercolor. Present where- 
abouts unknown. Photo Marcel Guiot, 
Paris. 

These studies were part of the portfolio 
described in the notice for plate 29. 

71 DOG. 1891 

Watercolor, 3'/i* x 4)4*. Collection Mr. 
and Mrs. Ward Cheney, New >’ork. 
Photo Wildenstein & Co., New York. 

Study for the painting Under the Pan- 
danus (/ raro te oviri), dated 1891, in 
the Minneapolis Institute of Arts (repro- 
duced in Rewald: Post-lmprestionitm, 

р. 51 1 ). This watercolor was part of the 
portfolio described in the notice for 
plate 29. 

72 STUDIES OF A GREYHOUND, 

с. 1892 

Chaicod and wash, 7* x I0»*. Wilden- 
stein ft Co., New York. 

A dog of dw same type appears in two 
paintings eMcnsed in 1892, reproduced 
in Rewald: Qamgidit, p|k 106 and 107. 


This study was pan of the portfolio de- 
scribed in the notke for pm 29. 

7) STUDY SHEET WITH HORSES 
AND IX)G, l891-9)(?) 

Pencil. Collection N’ictor Segeien, Paris. 

74 TAHITIAN GIRI« 1891-9) 

t:harcoal. 21 )4* a I8J4". The Art Insti- 
tute of Chicago (Gift of Tiffany and 
Margaret Blali»). 

This is the reverse side of the drawing 
reproduced on plate 47. 

7t HEAD OF A TAHITIAN GIRL 
WITH FIXJWERS IN HER HAIR. 
l89t-9)(?) 

Pencil and blue crayon, 4* x ) H*. Col- 
lection Marcel Guiot, Paris. 

Although this drawing was part of the 
portfolio described in the notice for plate 
29, this head appears only in works which 
date from Gauguin's swond so)oum in 
the South Seas, during which he used it 
repeatcdly-sonietimes with slight varia- 
tions— in different paintings, such at Con- 
versation (reproduced in Rewald: Qau- 
gim, p. 144). Maternity, in the Ittleson 
colicctinn. New York (n^troduced ibid., 
p. 141 ). and. in reverse, Contri Barbara, 
dated 1902, in the Polkwai^ Museum, 
Essen, Germany (r^roduced ibid., p. 

I )9). It appears also in reverse on p. 129 
of Gauguin's manuscript Avattt «t Aprh 
as well at in a woodcut (tee Guirin, 
op. cir., No. 81). 

74 HEAD OF A TAHITIAN W(M4AN, 
1891 

Watercolor, 12)4* * 9)4*- Collection 
Mn. Dicfo SnaiUK, New Yufk. Flwto 
Wildenaiein ft Co., New York. 
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Ttw iMM figure appears in the painting 
tf'ords, Wards (Lts porta porta), dated 
1891, in the Museum of Modem Western 
Art, Moscow (reproduced in Wiese, 
op. eit., p. 2)). 

77 THE 5AVAOE (OVIRI), IWl-93 

Watercolor. Present whereabouts un* 
known. Photo Vizzavuna, Paris. 

This warerccdor represents a terra-cotta 
statue by Gauguin, formerly in the col- 
lection of G. Daniel de Monfreid. The 
artist also made a woodcut of this subject 
(tee Guerin, op. cit.. No. 48). 


78 HERE WE I.OVE (TE FARURU), 
1891-93 

Otatcoal, brush, pen and ink. Present 
whereabouts unknown. Photo Vizza- 
vona, Paris. 

(iauguin als«> made a wotHlcut of the 
same subject (see Guerin, op, eit.. Nos. 
21 and 22). 


79 EMBRACE, 1892-93 
Watercolor. 

4n illustrated page from Gauguin’s 
manuscript Ancim Cube Mahorh, p. 79. 
The artist repeated this watercolor on 
p. 7,3 of his manuscript Noa Not. On 
Ancien Cutte Mtborie, see the facsintile 
edition, Paris, 19.31, with comments by 
R. Huyghe. 


80 TAHITIAN LECiEND, 1892-93 
Watercolor. 

An illustraied page from Gai^uin's 
manuacript rf nefm Cube Mtborie, p. 24. 
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The artitt copied the legends asaembled 
in this manuscript from a book by J. A. 
Moerenhout: Vayoges tux ties du Qrottd 
Ocion, contetttm des doeutttevts nau- 
veoux sur It geagropbie physique et 
poUtiqtte, it longtse, it Uttirtture, it re~ 
ligioti, les maeurs. Its usages et Us cou~ 

tumes de Uttrs btbbtnu, etc 2 

volumes, Paris, 1837. See also the notice 
for plate 79. 


81 TAHITIAN LEGEND, 1892-93 

Watercolor, 6 ” * 914". Gdlection Robert 
Lehman, New York, 

A similar watercolor appears on p. 17 of 
Gauguin’s manuscript Ancien Culte Mt- 
horie and on p. 57 of his manuscript 
Noa Noa, See notices for plates 79 and 80. 


82 SEATED TAHITIAN BOY. 1891-93 

Charcoal. Present whereabouts unknown. 
Photo V’uuuvona, Paris. 

There exists a similar drawing which 
t>cars the date 1892. 


83 MUSIQUF. BARBARF., 1891-93 

Watercolor on silk, 4%' x 8'/i”. Private 
collection, Basel. Photo Vizzavona, Paris. 

I'hc mysteriftus forms to the right of the 
central head appear abo in watercolor 
illustrations un p. 21 of the manuscript 
Ancien Culte Mtharie and on p. 56 of 
the Noa Noa manuscript. 


84 TAHITIAN GIRL, 1891-93 

Watercolor, 5Vli* x 5K*. Collection 
Robert Lehman, New York. 



A very simihr «-aterc(>k»r fat tu be f«Hind 
on p. 6) of themanincript Noa Not. llie 
profile sketch at the left may uell be a 
caricature of the artot by hinuelf (see 
his Self Fonreh, plate 4< >. 

*5 WORDS OF MOON AND FAR I II 
(PARAU HINA TFFATOL ). 

Waterc<»l»>r, Present whereabouts un- 
known. Photo Wravona. Parts. 

The same group appears also as a detail 
of a wtKHlcut ((iuerin. op. at.. No. tl) 
which Ciauguin pasted on p. ^7 of his 
manuscript Soj Noa. For a drawing of 
this group, see Ciu^rin, p. xvit. 

86 TWO TAHITIAN UOMFN, ItWHC*) 

VV'ateivolor, 10 W' x 7T*'. Knoedier ft 
(Jo., New \ ork. 

This composition of two women against 
a decorative background scans to illus- 
trate Odilon Redon’s influence on (<au- 
guin. 

FRANCE (1893-95) 


87 TAHITIAN WOMAN AND IDOL. 
I«94(?) 

Watercolor and pen and ink. Present 
whereabouts uiiknow'n. Photo \'i7.7.a- 
vona, Paris. 

The same figure, in reverse, appears in 
the painting Aretnea no voruo ino, in the 
Ny Carkberg Glyptntek, Copenhagen 
(reproduced in Malingue, op. eit., p. 198). 
This painting was given bj* the artist to 
Mme Gloanec, hk hostess at Pont-Aveni 
the dedication bears the date 1894. This 
docs not neeeasarily mean that the canvas 
was pamted at Pont>Aven, for Gauguin 
oouM have broug h t it with him when he 


went there, unlikely though this seems. 
Since hr made irany woodcuts at Punt- 
Aven, all ettnvemed with Tahitian sub- 
jectv it appears verv possible that the 
painting was also executed in Brittany. 
.VUiraim. the compnaition of tlie canvas, 
with Its proiwiunced diagonals and the 
two small figures in the background, k 
strangely reniiniH'cnt of (iauguin's can* 
vas Jocoh Wrettimif vtith the Annel, one 
of the most important works of hk earlier 
Breton period (reproduced in Rewald: 
Fosi-Impretrionim, p. Hut rliis does 
not prove that the present watert'uhir 
was also made in Britians. {Areereo 
means "]oyuusness''i no verm mo c<m* 
cents the devil.) 

8h HFAD OF A BRrrON WOMAN. 
IH88>90 or I8V4 

( (ouachc. Present whereabouts unknown. 
Photo V’ixzjvona, Park. 

Since this head docs not seem connected 
with any of Gauguin s known paintings 
from Brittany, it ajtpeani impnasible to 
date it with preckion. it would seem, 
however, that it may have been done 
after hk return from his first trip to 
'I'ahiti. 

89 nVO BRETON WOMEN HAR- 
VESrriNG, 1888-90 or 1894 

Charcoal, II Fs” s 7''»*. Oillectiun Rich' 
ard Ixe Feigen, Lm Angeles, Oilifomia. 

Thk bniadiy conceived sketch seems 
connected with (iauguin's search for a 
“Synthetkt” style of the years 1888-90 
(there are a tow siinilar studies in a 
sketchbook datii^ from that period; see 
R. Huyghc: f-e Comet de Qenpiin, Paris, 
1952). On the back of thk sheet, hoir* 
ever, k a watercolor afaetch that r eaem* 
bics more cloaety aome of hk Tahitian 
atudiei (aee plate 91). 
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90 STILL LIFE (firitumy), 18M^ or 1894 

Gomche, 15 K* x 24%“. Wildenstein k 
Co., N«w York. 

The prceence of the lower part of a 
aeated Idol in the upper left comer seems 
to indicate that this still life-one of Gau- 
guin’s latgesc gouaches— may have been 
painted after hb return from Tahiti. It is 
conceivable, though, that it dates from 
his long sojourn in Brittany, 1888-90, 
during which he submitted to the in- 
fluence of C^nne and elaborated his 
“Synthetist" style of which this work is 
a striking example. 

91 STUDIES OF BRETON CHILDREN. 
1888-90 or 1894 

C^arc4Ml and watercolor, 11%” x 7%”. 
C'4>llection Richard Lee Feigen, Los An- 
geles, California. 

This is the verso of the drawing repro- 
duced on plate 89. The two figures ap- 
pear closely related to similu studies 
which Gauguin made in Tahiti (see plate 
J«). 

TAHITI AND DOMINIQUE 
(IB95-190J) 


92 HEAD OF A TAHITIAN MAN. 1895- 
I90J(?) 

Black and red crayon, 12 %" x 11*. The 
Art Institute of Chicago (Gift of Fjnily 
Oanc Chadboumc). 


9J HEAD OF A TAHITIAN WOMAN. 
189l(?) 

Pencil, I2^^«* X 9%*. The Cleveland 
Muaeum of Art (Mr. and Mrs. I.ewiB B. 
WiUtams CollectkMi). 


A very similar head appears in the paint- 
ing Words, Words, dated 1891, in the 
Museum of Modem Western Art, Mos- 
cow (reproduced in M^ese, op. cit., 
p. 25). Sm the notice for plate 76. 


94 HEAD OF A TAHITIAN WOMAN, 
1895-1905(7) 

Watercolor, ll%" x 7%*. Knoedler & 
Co., New York. Photo Ofsar M. de 
Hauke, Paris. 


95 HEAD OF A TAHITIAN WOMAN. 
1895-1905(7) 

Charcoal. Knoedler k Co., New York. 
Photo Curt Valentin (gallery. 


96 ROCKY COAST {TAitif), 1895- 
1905(7) 

Charcoal. Collection V’ictor Segalen, 
Paris. 


97 TAHITIAN LANDSCAPE, 1895- 
1905(7) 

Monotype. Collection Lesring Rosen- 
wald, Jenkintown, Pennsylvania. 


98 LETTER TO AN UNKNOWN COL- 
LECTOR. 1896 

Pen and ink, 10” x 7%”. Collection Mr. 
and Mrs. Alex M. Lewyt, New York. 
Photo Wildenstein k Co., New York. 

This letter originally accompanied a 
small painting on a wooden panel, dated 
I896i it tells the future owner of the 
work how to frame and preserve it The 
sketch represents the mrin figures of a 
woodcut The Food of stt Qods {Mo- 



Amm Mw), which Gauguin had eaecuKd 
during hit first sojourn in Tahiti. See 
Gudrin, op, tit.. Nos. 42 and 4). 


99 DECX>RATIVE PERSON, 1901 

Pen and ink, U x RVi*. 

Illustration (p. 121 ) of Gauguin's manu- 
script Avmt et Apris, dated 1903. Thh 
drawing repeats in reverse the figure of 
the lying nude represented in plate I On. 
See also the woodcuts of the same suh- 
ject, Gufrin, op. cit., Nos. <12 and 80 


100 WOMAN WITH MANCiOS (TF 
ARII VAHINK), i89<( 

Watercolor. 7 ‘/i ' x 9'/i ". (kdlection Mr. 
and Mrs. Ward Cheney, New York. 
Photo Fine Arts Associates, Ne«’ York. 
This watercolor is a study for— or more 
likely after— a painting of the same title, 
dated 189<1, in the Museum of Modem 
Western Art, Moscow (reprtKluced in 
Rewald: Gauguin, p. 118). 


101 STUDY FOR “WHENCE IX) WF. 
COME? WHAT ARE WE? WHFXE 
ARE WE GOING?” 1898 

Charcoal. Present whereabouts un- 
known. Photo V'izzavona, Paris. 

The squares on the drawing indicate 
that it was the “working study" which 
Gauguin used to transpose the composi- 
tion on the large canvas (5 5 14 *8 148 14 'I. 
This canvas, in the Museum of Fine 
Arts, Boston, is the artist's largest and 
doubtless also most important work. He 
painted it early in 1898 when-unable 
to atwid any longer the life of inter- 
miiteat iilnw and increasing debts he 
was leading in Tahiti— he resolved to 
kill himadf. But before doing so, he de- 


cided to draw upon all hb remaining 
strength to execute a lair composition, 
as it were, his last testament. His suicide 
aneinpt having failed, he later returned 
to hs hut for more sufferings, more 
diulluMnns, and mure work. 


102 TAHITIAN NATIVES, PEACOCK, 
AND ANGFX,, c. 1902 

Moncrtype, a oVi*. The Art Insti- 
tute of Oiicago (Gift of Emily ('raiie 
Chadboume). 

There exists a painting of the same sub- 
ject. dated 1902, reproduced in Rewald: 
Gaugum, p. 14). The angel and the 
group of three natives also appear in 
two separate drawings in the manu- 
script Avant et Aprit, pp. 123 and 119 
respectively. 


101 (X)VER FOR THE MANUSCRIPT 
“L'ESPRIT MODERNE ET LE 
CATHOI.ICISMF," 1897 98 

Monotype and pen and ink, 12 ' 4 * x 
7'/t''.TheCity Art .Museum of St IxHiis 
(Gift of Vincent Price). 

On this important document, see H. 
Steuwet I.«onard: “An Unpublishe*! 
Manuscript by Paul (»auguin,** BuOatm 
of the City Art Mmeum of St, Louit, 
summer, 1949. See also pbte 104. 


104 TAHITIAN NATIVITY. 1497-98 

Monotype. The City Art Museum of 
St. Ixniis (Gift of Vincent Price). 

Illnstraticm of the manuscript deicribed 
in the notice for pbte 10), A related 
drawing appears on p. 205 of thO manu- 
sertpt Aumt at April. Sfaidlar figures 
can be found also in t painting m the 
NatMty, dated 1902, icproduced on 
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p. A4 of the catalogiue of the Geuguin 
exhibition, Wildemtcin Gallery, New 
York, April-May, 19M, No. 52. 


105 S'rUDV FOR “TE PAPE NAVE 
NAVE.” 1898 

C^Siercoel. Present whereabouts un* 
known. Photo Vizzavona, Paris. 

llte painting, dated 1 898, for which this 
» a preparatory drawing, repeats some 
of the elements of Whence Do We 
Comer What Are Wef Where Are We 
Oomgf and is scarcely less important. 
It is in the collection of Mr. and Mrs. 
Ixigh B. Block, Chicago, Illinois, and 
is reproduced on p. 60 of the catalogue 
of the Gauguin exhibition, Wildenstein 
Gallery, New York, ApriUMay, 1956, 
No. 60. 


106 THE NIGHTMARt; 1895-1901 (?) 

Mimotype, 25' x 17”. Wildenstein & 
(*A)., New York. 

The figure of the nude girl had already 
appeared much earlier in Gauguin's 
work (see plate 55 and the notice for 
that plate). He represented her again in 
a wcKKlcut executed during hb second 
sojourn in the South Seas (Guirin, 
op. eil., No. 57). The devil on horse* 
liack in thb numotype b shown abo in 
a painting of 1901 (reproduced in Ma* 
lingue, op. eit., p. 229) as vrell as in a 
nuMiot^'pc and a watercolor (see phtes 
107 and 108). 


107 THE FJiCAPE, c. 1901 

Monotype. Present whereabouts un- 
known, Photo V'ixsavona, Paris. 

llie figure on horsetiack shows the fea- 
tures wbh which Gauguin generally 


represented the devil. It appears also 
in the background of The Nightmare 
(plate 106), in a painting dated 1901 
(see notice for plate 106), and in a 
watercolor (see (date 108). 

108 THE ESCAPE., c. 1901 

Watercolor, Present whereabouts un- 
known. Photo Vizzavona, Paris. 

See abo plates 106 and 107, and the 
notices for these plates. 

109 TAHITIAN MAN WITH TWO 
CHILDREN, c. 1902 

Monotype. Present whereabouts un- 
known. Photo Vizzavona, Paris. 

The figure of the man appears also at 
the extreme right of the painting The 
Sister of Charity, dated 1902, in the 
Marion Koogler McNay Art Institute, 
San Antonio, Texas (reproduced in 
Malingue, op. cit., p. 228). Thb mono- 
type b apparently a preparatory study 
for the painting. See also plate 1 10. 

110 TAHITIAN NATIVES WITH 
CHILD, c. 1902 

Monotype. Present whereabouts un- 
known. Photo Vizzavona, Paris. 

The figure of the man as well as that 
of the woman (sketched only indis- 
tinctly and in reverse in the monotype 
reproduced on plate 109) appear to- 
gether in the painting The Sitter of 
Charity, dated 1902. See notice for plate 
109. 

111 CROUCHING TAHITIAN WOM- 
AN SEEN FROM THE BACK, c. 1902 

Monotype, 19” x llVi”. CoUecthm Mr. 
and Mn Richard S. Davb, MkmeqKdb, 



MiimoKMa. Phut** WHtkiutein ft Ok. 
New York. 

A umtlar figure, partly drcAcii, had 
already appeared in a painting dating 
from Gauguin's first sojourn in I'ahitt, 
Tthitim Women on the Beach, collec- 
tion <if Robert Lehman, Nc\t ^ork 
(reproduced in Rewald. h^oa-tmfnei- 
tionism, p. 50H). Sec also plate AH. The 
same figure in the nude, u ith the head 
slightly turned to the right, can lie 
found in the painting The Call, dated 
1902, in the Glevcland Maseuin of .\rr 
(reproduced in Rcssald: Oaugum, p. 
114). See also plate 112. 

112 CROUCHING l AUrriAN WO.M- 
AN SEFN FROM THF. BACK. c. 1902 

Monotype in black and ochre, I2'«'’ x 
I0',i*. Private collection. New York. 
Photo Wildcnsrein ft ('o.. New York. 

See plate 111 and die notice for that 
plate. The same figure appears in an 
identical pose in a painting dated 1902 
(reproduced in Wiese, op. cit., p. 42). 

in THE CALL, c. 1902 

Pencil. Present whereabouts unknown. 
Photo Jacques Dubourg, Paris. 

Study for the tw'o foreground figures 
of the painting in the Cleveland Mu- 
seum of Art (reproduced in Rewald 
Gauguin, p. IH). For other studies re- 
lated to the same painting, see plates 1 1 1, 
112, and 114, as well as ll5;atopp. I6f 
and 175 of the facsimile edition of 
Auant et Apris. 

1 14 STUDY FOR “THE CALIn" c. 1902 

Monotype. Museum of Fine Arts, 
Boanm. 


This momitypc repreaents the twt» fore- 
ground figures-the one to the left 
drawn twice-of tiie painting The CeW, 
dated 1902. See aho plate 1 1 1 and the 
notice for that plate. 

in HEADS OK TWO TAfiiriAN 
WO.\lFN. c. 1902 

Monotvpc. ('.ollcctkin C^r M. de 
Hauke, Pans. 

Study fur a painting reproduced in 
Alexandre, op. tit., p. IH9 These heads 
arc. u ith slight variations, those of the 
two central figures of the |>ainting The 
CaU. See plates 111 and 114, and the 
notice for plate IIJ. 

I lA. hi:ads of 1 WO tahh i an 

WO.MFN, c 1902 

Monotype. (.Collection Lee A. Ault, 
New York. 


117 HEADS OF 1 WO 1 AHITIAN 
WOMEN, c 1902 

.Monotype, x !}(<*. Oiliecrion 
I .easing J. Rosenwald, jenkintown, 
Pennsylvania. 

The same heads appear also in the paint- 
ing of two Tahitian women in a hut 
reproduced in Rewald- Gauguin, p. 1 IK, 
except that the uf^ier one faces to the 
right. This painting b dared 1902. A 
similar drawing b to he found <in p. 15' 
of the manuscr^ Avaut et Aprit. See 
ebo plate 1 lA. 

118 TAHITIAN GIRL WITH FLOWER 
IN HER HAIR. c. 1900(7) 

Pastel, 25K' X Brooklyn Mu- 

seum. 
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119 NOT WITHOUT FEELING. 190J 
Pm and ink, 

IttuitratMMi (p. 12$) of the maniucript 
Avmt et Afiris. 

120 TAHITIAN WOMAN AND DEVIL, 

Monotype. Present whereabouts un- 
known. Photo Vizzavona, Paris. 

121 TAHITIAN WOMAN AND DEVIL, 
1900-0J(?) 

Monotype. Present whereabouts un- 
known. Photo Vizzavona, Paris. 

122 HOLY IMAGES, 1901 

Pen and ink, IIH* x 

Illustration (p. 10$) of the manuscript 
^vofir €t Aprit. This drawing attests 
to the strange preoccupation with Brit- 
tany subjects which appears in the 
works of Gauguin's last year, spent at 
Atuana on Dominique Island in the 
Marquesas. The central group b a re- 
versed reproduction of a moss-covered 
stone Pietk from a Breton Calvary 
which the artbt had represmted in the 
painting The Celvary-Oreen Christ, 
dated 1889, in the Royal Museum of 
Fine Aits, Brussels (see Rewald; Post- 
impressioHtsm, pp. $04-06). Thb Breton 
Calvary n here surrounded by various 
images of Gauguin’s South Sm “reper- 
tory”: peacock, mask of the devil, Ta- 
hitian Virgin with Child (aee also the 
woodcut, Gu6rin, op. cit,, Nos. 60 and 
61). Gauguin featured thb Calvary in 
still another woodcut of the same period 
(Gufrin, op. eh.. No. 68). 

12$ WHAT ARE YOU THINKING OF» 
-I DONT KNOW. 190$ 

Pen and ink, llH* x 8Vi*. 


lUustratkm (p. 10$) of the manuKript 
Avmt et Apris. 


124 CHANGE OF RESIDENCE, 1902-0$ 
Monotype. 

Illustration of the manuscript Avmt et 
Apris, Gauguin represmted the same 
subject in a painting dated 1902 (repro- 
duced in Rewald: Qmguin, p. 142), and 
repeated three of the figures in another 
canvas, Womm on a White Horse, 
dated 190$, in the Museum of Fine Arts, 
Boston. A similar composition appears 
abo in a woodcut (aee Gu6rin, op. cit., 
No. 66). 


12$ TAHITIAN COUPLE WALKING. 
1900-4)$(?) 

Monotype. Presmt whereabouts un- 
known. Photo Vizzavona, Paris. 

Gauguin showed the male figure alone 
in a woodcut. Mm Currying Wild 
Bmanat (Gu6rin. op. cit.. No. 64), from 
the artbt's second sojourn in the South 
Seas. A monotype of a younger man in 
the same attbude appears in the manu- 
script Avmt et Apris on p. 1$$. 


126 8EI.F PORTRAIT. 1900-0$(?) 

Pencil, $%” X 4”. Collection Victor 
Segakn, Paris. 

Thb b apparmtly one of the artbt's last 
Self Portraits. It was found in hb hut 
among hb belongings after hb death and 
auctioned off at Papeete in 190$ with 
Gauguin’s mtire estate. It was acquired 
there, together with many othm ob- 
jects, paintings, drawinga, and prims, by 
Dr. S^kn, a physicim of the French 
Navy, friend of G. Daniei dc Monfreid. 
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